David Foster Wallace, both overtly in interviews and non-fiction, as well as more covertly in his fiction, engages with the writing of his predecessors in complex and meaningful ways. Throughout his career, critics have been quick to notice the influence of Thomas Pynchon, whether it is in the names of his characters, the blending of humour with deeper philosophical themes, or the complicated plot structures on which all of this is hung. The Broom of the System (1987) is most clearly Pynchonian in its construction and reveals a young Wallace seduced by the early work of the old master. Wallace's second novel, Infinite Jest (1996) has not escaped these comparisons either. Dale Peck, in the London Review of Books, emphasises this: "Wallace out-Pynchons Pynchon, and his third book, Infinite Jest, may well be the first novel to out-Gravity's Rainbow Gravity 's Rainbow" (14) . End Zone (1972) has both structural and thematic affects on Infinite Jest, creating intertextual links between the two novels. Infinite Jest is a thematically rich novel in its own right, but the allusions to DeLillo's work help uncover often overlooked interpretations, especially in Wallace's use of language, sport, and violence. These allusions place Infinite Jest in the tradition of the "systems novel," revealing Wallace's attention to his own position in the American literary canon. 1 Peck's review of Infinite Jest is extremely negative, and also shows disdain for Pynchon's work. This is perhaps the root of the comparison quoted above. 
Wallace, Influence, and Allusion
Infinite Jest can be seen as a novel that is constructed on a foundation of allusions to various literary (and other cultural) works, and it is important to understand the technical process of allusion in order to determine why Wallace has approached writing his novel in this way. According to Christopher Ricks, to use allusion is necessarily to do something about what might otherwise be the crippling burden of the past; for to allude to a predecessor is both to acknowledge, in piety, a previous achievement and also is a form of benign appropriationwhat was so well said has now become a part of my way of saying, and in advancing the claims of a predecessor (and rotating them so they catch a new light) the poet is advancing his own claims, his own poetry, and even poetry. saying of the poet, "[t]he poem is within him, yet he experiences the shame and splendour of being found by poems -great poems -outside him" .
So Jim, the father, is trying to stimulate "an awareness of other selves" in Hal, the son, when he articulates his desire that Hal "recognize the occasional vista beyond your own generous Mondragonoid nose's fleshy tip" (Wallace, Infinite Jest 31) . This is the vital beginning of what Bloom calls a "strong poet," who will go on to move through the "Six Revolutionary Ratios," eventually overshadowing the precursor/father so it seems "as though the later poet himself had written the precursor's characteristic work" (Bloom 26, 16 situation can be explained by examining Bloom further. He writes that, since the Enlightenment, poetic influence has been "more of a blight than a blessing," but continues to say, " [w] here it has vitalized, it has operated as misprision, as deliberate, even perverse revisionism" (Bloom 50) . This is the clinamen stage of Bloom's theory, the deliberate adopting of misreadings of previous works in order to create something new. Wallace has used Bloom's theories to dramatize the relationships within the Incandenza family, but that does not mean he has taken, wholesale, Bloom's ideas. He has deliberately misread them, revised them, and mutated them (or to paraphrase Ricks, rotated them so that they catch a new light) in order to present his work of fiction, or "strong poem."
Wallace's allusion to Bloom can be seen as an in-joke, but it is not pointless. 
Wallace and Don DeLillo's End Zone:
If Wallace's allusions to Pynchon and Barth show him trying to negotiate their influence on his writing and move past it, particularly in the case of "Westward," then Infinite Jest's allusion to DeLillo shows him comfortably interacting with his predecessor in order to both advance his claims and create a firm thematic foundation to the novel.
This connection is often cited as fact in critical works, but the debt that Infinite Jest owes to DeLillo's fiction has not been widely or thoroughly explored. The existing discussion of DeLillo's influence on Wallace is primarily superficial, an acknowledgement Gives them a chant-like weight in your mind, a counterweight to flat tone" (DeLillo, "Underworld Typescript, Part Two"). Wallace, ever a close reader, is shown engaging carefully with much of DeLillo's work, but it is the novel End Zone that impacts
Infinite Jest most.
End Zone tells the story of Gary Harkness, a college football player who is undergoing an existential crisis, a crisis that has made him drop out of several prestigious colleges and forced him to take a scholarship at the tiny Logos College in West Texas.
There are several allusions to End Zone in Infinite Jest, some small fragments, others more developed. Wallace's tennis academy is analogous to Logos College in several ways, from the enclosed training grounds with the coach's observation tower to the From here, both Wallace's and DeLillo's war games continue, but Wallace's version, incorporating many of the aspects from DeLillo, expands and twists the themes for his own use. While Wallace worries that the allusion to End Zone may be "potentially piratical" and writes to DeLillo in order to show "the Sicilian-type Respect of the prenominate gesture," he avoids any accusations of plagiarism (Letter to DeLillo, 15 July 1992). Ricks clarifies this difference between plagiarism and allusion, stating "the alluder hopes that the reader will recognize something, the plagiarist that the reader will not" (1). Wallace intends the allusions to End Zone to be seen by the reader in order to provide interpretative clues to the thematic meaning of at least one aspect of the novel.
End Zone, DeLillo says, is not "about football. It's a fairly elusive novel. It seems to me to be about extreme places and extreme states of mind, more than anything else" (DeCurtis 57). The football players are prone to behaviour that evokes a violent extremism. For example, Harkness describes a time when the players of the football team "started playing a game called Bang You're Dead," where someone would mimic Football itself becomes warlike and violent in the novel, even as a friendly game of touch football in the snow has its rules redefined again and again so its low-contact nature becomes merely "primal impact" (DeLillo, End Zone 186). Despite the cold, the players carry on with an increasingly violent game:
We kept playing, we kept hitting, and we were comforted by the noise and brunt of our bodies in contact, by the simple physical warmth generated through violent action, by the sight of each other, the torn clothing, the bruises and scratches, the wildness of all fourteen, numb, purple, coughing, white heads solemn in the healing snow (187). Yet, the violent language used becomes arbitrary, ceasing to refer to the action it describes. In Troeltsch's commentary Todd Possalthwaite is said to have "moonballed" his opponent. Although in tennis terminology "moonball" refers to a very high lob shot, it is clearly given a violent context in the commentary, as there is talk of R. Greg
Chubb being "carried off over somebody's shoulder" after being rendered comatose.
Yet, the score tells a different story. It's a very close game, with Chubb actually winning a set. Harkness is similarly seduced by the language of violence, particularly that of nuclear war: "I became fascinated by words and phrases like thermal hurricane, overkill, circular error probability, post-attack environment, stark deterrence, doserate contours, kill-ratio, spasm war. Pleasure in these words" (DeLillo, End Zone 20-1).
Harkness has already admitted that the meaning of certain words has faded for him, declaring, "[i]t was a sinister thing to discover at such an age, that words can escape their meanings" (17). The language of violence has seduced Harkness, but the meaning of the words is arbitrary, just as the violent imagery in Troeltsch's commentary does not refer to the action on the court.
There is an implication that violence is inherent in masculine American society in both the novels, and the language of that violence has a dehumanising effect. James R. Giles explains that " [l] anguage is, after all, the essential route to consciousness, and in the male, violence has appropriated language itself, thus blocking any meaningful introspection about the origins and consequences of violence" (95). In terms more specific to End Zone, Kenneth Millard writes that the novel "scrutinizes sport as if it were simply a mode of technical discourse" (222). He goes on to say that systems novels attack "patriarchal mastery, monotheism, instrumental mechanism, statist imperialism and totalitarianism, monopolistic capitalism, consensus politics, industrial growth, and an alienated consumerism of objects, entertainment, and information -a cultural system of waste" (16). Both novelists depict characters who are entrapped by these systems, but who also try to impose their own systems on the chaos of the world around them. The war games in
End Zone and Infinite Jest are good examples of this.
As I have previously said, Wallace's Eschaton is an allusion to the war game played by Harkness and Major Staley, but Wallace's version of the game leads to a different conclusion, altering DeLillo's original theme. In End Zone, the war game leads to contemplation and a quiet celebration of serious tactics. Harkness revels in the formality of the game: "There were insights, moves, minor revelations that we savored together. Silences between moves were extremely grave. Talk was brief and pointed. There's a sense of order even at the end of a running play with bodies strewn everywhere. When the systems interlock, there's a satisfaction to the game that can't be duplicated. There's a harmony (DeLillo 190).
Conversely, the "systems" in both novels are subject to emotional and violent human beings, for whom the structure of play cannot save them from their primal instincts.
The systems of language that attempt to apply elegant order to violence in End Zone and Infinite Jest can also be viewed as a quest for meaning in a chaotic world, but both Wallace and DeLillo describe this quest as impossible. Both war game scenes end "in a recognition that the quest for significance is futile," which Molesworth observes of Ratner's Star, but that is a common trope in many of DeLillo's novels, and one that Wallace has expanded with his own fiction (156).
Conclusion
Much of the criticism of Infinite Jest at least mentions the perceived difficulty of reading the novel, which, like the work of Pynchon, comes from the denseness of the novel's information, the multitude of characters and voices, and the fragmentation of the story. Frank Cioffi describes Wallace's novel as a "performance: its narrative comprises so many story lines that it reinvents the idea of narrative, and the story lines intersect in such unexpected, often adventitious ways that even 'hypertext' fails to describe the work" (161). Yet among the layers of information, the encyclopaedic descriptions and endnotes, Wallace has carefully designed a structure in order to lead readers to greater understanding of the novel's thematic core. This structure relies 
